This article discusses the emergence of a community of practice of student-teachers in music in a Brazilian university outreach program called Musicalização Infantil. It starts with a short introduction to the concept of community of practice. Next, a brief history of the program is presented to contextualize the study, followed by a description of three episodes that took place while the author was program coordinator and student-teacher mentor. These episodes provide a background against which to discuss how the concept of community of practice may be related to music teacher education. Implications for music education, locally and globally, are articulated at the end of the article.
In some parts of the world music teacher training programs are quite well established and rely on organized systems and strong partnerships with local schools. In others, it is surprising that they actually exist, given the lack of support they receive from institutions and governing bodies, the immense bureaucracy that involves partnerships with schools and educational institutions, and a lack of tradition in the field of music education. Most music teacher training programs in Brazil probably fall into this second category.
Music education in Brazil has long been enmeshed in socioeconomic disparities, diverse cultural beliefs, political turmoil, and constant policy changes (see Hentschke & Del Ben, 2003; Oliveira, 2001) . Over the years, music education has also struggled to become recognized as a separate field from the broad 'arts' discipline (Penna, 2004) . Although a new federal law 1 that makes music compulsory in all Brazilian schools has recently been approved, its implementation is likely to be a lengthy and intricate process. Therefore, the difficulties inherent to placing student-teachers with experienced music teachers in robust programs are likely to continue.
In spite of the many difficulties faced by professionals and students in Brazilian music teacher training programs, many interesting and creative field experiences have been taking place in the country. Most of these experiences are slightly different from the ones described in the literature (Bergee, 2006; Burton & Reynolds, 2009; Soto, Lum, & Campbell, 2009) . While some occur within the walls of regular schools, an even larger number take place in non-governmental organizations (NGOs), community centres, universities, and so forth (Grossi, 2006; Kleber, 2006; Reiter, 2009; Torres, 2006) . These experiences have helped to shape and constitute the solid body of knowledge on music teacher training that exists in Brazil (Mateiro & Souza, 2008) and, to a certain extent, have also impacted policy making and social justice (Ilari, 2009; Jurgberg, 2002; Reiter, 2009 ). Yet, a criticism that can be leveled at most of them concerns issues around continuity and target population. To date, very few field experiences have been documented concerning children in the early years and adolescents in Brazilian schools. Although the national policy recommends that all children be encouraged to learn music within the broad 'arts' discipline, there is no legal requirement for student-teachers to have their teaching practicum in grades other than fifth to eighth (children are around 11 years of age when they begin fifth grade and leave eighth grade between 14 and 15 years of age). As a consequence, many student-teachers in Brazil have little to no interest in working with other populations and, sadly, only a few consider the school as a space in which to develop their future professional activities (Ilari, 2007) .
This was the situation when I started working in a music teacher training program in Brazil, in 2003. The program was quite new at the time and had a curriculum that was arguably innovative in respect to music teaching practicum. That is, it was one of the few in the country to require a large number of hours of observation/practice along with student selected complementary activities 2 prior to certification (see Romanelli, 2005) . In spite of this practice-oriented curriculum, placing student-teachers with experienced teachers in schools and other programs that offered music remained problematic. The city already had two other university-level music programs with field teaching components. There were many political and territorial issues concerning access to some well-established social-music programs in NGOs and to the few municipal and state schools that offered music classes within the more overarching arts discipline. In addition, most private schools that offered music in their curricula were either working at their full capacity and not interested in receiving any more student-teachers or reluctant to receive students coming from a new program. It was in this scenario that the outreach program Musicalização Infantil 3 emerged. The purpose of this article is to discuss the experience of Musicalização Infantil from its early beginnings in July 2003 to the celebration of its fifth birthday in 2008. As one of the founders of the program and main coordinator for 5 consecutive years, I discuss how what was envisioned as a temporary or palliative solution for music student-teacher placement gradually turned into an established program, 4 and, moreover, a community of practice (Wenger, 1998) .
Theoretical underpinnings: Communities of practice and music education
The concept of community of practice is directly linked to a social learning theory proposed by Wenger (1998) . This theory is based on four important premises. First, that a central aspect of learning is the fact that humans are social beings. Second, that knowledge relates to competence in socially valued enterprises. Third, that to know is to engage actively in the world, in the pursuit of socially valued enterprises. And, finally, meaning is a by-product of learning and directly linked to our ability to experience the world in a meaningful way. For Wenger, learning is defined as social participation. The latter is both an action and a form of belonging.
To participate means to become active in the practices of social communities and to construct identities in relationship to them (Wenger, 1998, p. 4) . According to Wenger, four other components also need to be in place for social participation to be effective. Meaning is defined as a way to talk about humans' ability to change and experience life and the world in a meaningful way. Practice relates to shared resources, frameworks and perspectives that help sustain mutual engagement. Community depicts the social configurations that define enterprises as being valuable, competence filled, and worth pursuing. And identity refers to the ways in which learning changes ways of being and creates personal histories within the context of communities. The integration of all of the outlined components results in the notion of community of practice. Wenger (1998 Wenger ( , 2000 believes that we are all part of distinct communities of practice, although the vast majority of these do not have labels, as membership is not always explicit. What distinguishes communities of practice from other communities are their goals, their participants (who are self-selected by interest, expertise or both), identification, sense of belonging to the group, and longevity, defined by participants' interest or passion for the topic (see Cox, 2005; Wenger 2000) . Communities of practice are based on sustained mutual relationships and subject to all sorts of changes over time (Wenger, 1998) . This means that they can be either harmonious or conflictual (Cox, 2005) . Tensions between individuals in respect to leadership, agency, power and goals may or may not be negotiated, and can lead to the formation of subgroups within communities (see Barrett, 2005; Cox, 2005) . As Wenger (1998) postulated, 'communities of practice have it all' (p. 77).
The concept of community of practice has been critically analyzed and employed -partially or in full -by scholars from different fields (Au, 2002; Fleer, 2003; Kerno, 2008; Storberg-Walker, 2008; Wesley & Buysse, 2001) , including music educators. Some examples in our field include Russell's (2002) account of music-making in the Fiji Islands, Torres and Cardoso's (2009) study of a community of amateur musicians in Brazil, and Barrett's (2005) in-depth study of children's play and musickings (Small, 1998) . In respect to music teacher education, Blair (2008) describes how a group of newly hired music teachers gradually transformed itself into a community of practice. She discusses how diverse models of mentoring and apprenticeship may affect the experiences of beginning teachers.
As one would expect, apprenticeship takes on a whole new meaning, not only in Blair's study, but also when one considers the concept of community of practice (Wenger, 1998) . Here, the master-learner dyad is not at the heart of the learning experience, which occurs through the interactions between community members. By working with members who hold different skills and levels of expertise, learners gain more access to their community, and may move from marginal to central roles within it (Blair, 2008; Lave & Wenger, 1991) . Although Wenger (1998) does not use this particular term, his writings lead us to believe that peer-learning is a central aspect of a community of practice. As Hunter (1999) suggests, peer-learning grants learners the opportunity to be active in their learning processes by creating and sustaining an interactive learning environment, and by opening up spaces for questioning, debate and negotiation. It also allows learners to develop different skills that are likely to be helpful later on in their lives. Thus, communities of practice emerge from the desire of participants to improve their own practices. According to Wesley and Buysse (2001) , they also provide members with opportunities to dialog, reflect and inquire on a collaborative basis, create common tools and materials, and develop a shared view of the world. As will be shown, the group of student-teachers and mentors at Musicalização Infantil quickly developed into a community of practice.
Musicalização Infantil: A brief history and introduction
Curitiba, the capital of the state of Paraná, is home to more than 2 million inhabitants. Often ranked among the five best Brazilian state capitals in terms of quality of life, public services and urban planning, the city has a large middle class, and a relatively high municipal HDI 5 (0,856 in 2000) . The large immigration contingent from Germany, Poland, Italy, Ukraine and Asian countries that settled in Curitiba primarily in the 19th and 20th centuries has granted the city a special status. Violence indexes are also lower in Curitiba if compared to other major Brazilian cities such as São Paulo or Rio de Janeiro. Additionally, Curitibans have long been proud of their city, which is considered an environmentally friendly and culturally rich state capital.
In spite of its fame and cultural attractions, Curitiba did not have as much music in schools as I had expected. As noted, I was initially surprised by the small number of educational institutions that offered music for children, and by the difficulties inherent to placing student-teachers with them, for their practicum. A few months after settling in and getting to know the city, the university and the students, I decided to try something new. Along with a group of eight highly motivated third year undergraduate students, we offered a 'free day' of music classes for babies and children from the community at our university. Free music classes were taught by pairs of student-teachers, under my supervision. When offering these classes, my intention was twofold. First, I aimed to verify whether the local community would be interested in music classes for children. Second, I wanted to see how our student-teachers would work with children and parents in a protected and guided environment, prior to their fourth-year mandatory teaching practicum in regular schools.
Flyers were placed all over town and the event was advertised on the university website. Participants were only required to call the department and sign up, according to a predetermined schedule of sessions.
6 Much to our surprise, on a rainy and cold Saturday in July 2003, 7 we had a very large number of parents bring their children to the university to experience a music class for the first time. At that time, we had very few musical instruments (i.e., a few drums) and no props of any kind. An improvised classroom served as a 'teaching space.' The student-teachers were also visibly nervous, and as the teacher-mentor, I took the lead of most sessions. At the end of each session, we asked parents and caregivers to fill out a short questionnaire related to the experience and to their interest in having their children participate in a regular program. Once all sessions were over, we reviewed all questionnaires. The positive responses provided by the families served as a motivator for the establishment of Musicalização Infantil in September of 2003. The first three semesters of the program were quite challenging. The immense bureaucracy required by the university to keep the program running, the lack of materials (e.g., instruments, CDs, adequate space) available for classes, the precarious infrastructure and lack of money offered by the institution forced us to create a self-managing system. Everyone took turns doing secretarial work, cleaning carpets, creating props, posters and flyers, and organizing mini-recitals. During the first three semesters there were approximately 40 children aged 0 to 12 years enrolled in the program, and only the ones who could afford paid a symbolic tuition of R$40,00 (about U$18,00) per semester.
8 Tuition money was used to purchase instruments, rugs and other materials used in class. As the mentor-teacher, I spent a lot of time modeling lessons. In the beginning of the program, I attended nearly every class, to evaluate, discuss and mentor student-teachers, who worked in pairs through a peer-learning system (see Hunter, 1999; Latukefu, 2009 ). This required a lot of time and effort on my part, but in the long run proved to be a good strategy for the subsequent development of the program. Yet, nothing was more challenging than creating a culture of music teaching within the university and the department, as many were rather skeptical about the program and its goals.
From the third semester onwards, the situation improved considerably. At least three factors may have accounted for this. First, the program gained some credibility and space within the university and the community. This probably explained the large enrollment in the subsequent semesters and the increase in physical space available for our use in the building. Second, three out of eight students who helped create the program continued mentoring their peers (as I had done earlier) for a small stipend. We were also fortunate because two experienced music teachers, who graduated from other teacher training programs, also joined in as student-teacher mentors. Placed with inexperienced student-teacher pairs, they helped to prepare, teach and evaluate all classes. Third, the program attracted some of the most dedicated music education majors, who brought along many ideas that were soon put into practice. These included 15-minute recitals aimed at young listeners as well as new songs, activities, props and materials that were used in classes. Aside from teaching, the group of student-teachers and mentors also produced numerous recitals, a CD and an educational book to be used by early childhood and elementary school teachers, all released in 2007 (see Figure 1 ). It is important to stress that participation in Musicalização Infantil was never compulsory or linked to any existing discipline in the curriculum. Students had to volunteer their time, and could receive only a limited number of hours towards their complementary activities. This was done to sustain student-teacher motivation and to grant pedagogical quality to the classes. Student-teacher mentors had to have at least an undergraduate degree in music education and some years of practice in the field. They were the only ones to receive any financial compensation. The amount they received was established at the beginning of each term, according to the number of children who could actually afford to pay tuition. 9 As the number of children increased over the years, we were also able to have two or three student-teachers work as administrative assistants, who received similar stipends to our mentors. 10 As program coordinator, I had to take care of the budget and present yearly pedagogical and financial reports to the university, which withheld approximately 20% of our revenues. I also continued to supervise student-teachers and mentors, now on a part-time basis. Figure 2 depicts the organizational structure of the program, as of November 2008. 11 During my years at Musicalização Infantil, I had the privilege of experiencing many happy events and moments of tension and deep questioning at all levels. Reflecting on the experience, I can see how a community of practice of student-teachers emerged from the program. The experiences of this particular community pose some interesting challenges to music teacher education, not only in Brazil but perhaps in other countries as well. To illustrate my point, I have selected three episodes, which are discussed below. Given the rather personal nature of this study, the narrative inquiry paradigm was deemed appropriate as a main framework.
Methodology: Narrative inquiry
Narratives are the primary ways in which humans grant and extract meaning, to and from experiences (Polkinghorne, 1988) . According to Bruner (1991, p. 4) , we 'organize our experience and our memory of human happenings mainly in the form of narrative'. Narrative inquiry is therefore the study of human experience (Clandinin, 2006; Clandinin & Connelly, 2000) . This research paradigm requires work in a tri-dimensional metaphoric space that encompasses interaction, continuity and situation/place (Clandinin, 2006) . Narrative inquirers must also find ways to gain meaning from participants' experiences, their own experiences and 'the coconstructed experiences developed through the relational inquiry process' (Clandinin, 2006, p. 47) . Thus, the inquirer is never neutral or absent from the process of meaning-making in narrative inquiry. The resulting narratives are then created out of the lives of both the researcher and the participants (Clandinin, 2006) .
Given my involvement in Musicalização Infantil, I was able to live alongside participants and experience life as it unfolded (see Barrett & Stauffer, 2009) , in the roles of researcher, program coordinator and student-teacher supervisor. I am aware that the 'I' that appears in the narratives presented ahead is based on these distinct roles, representing what Connelly and Clandinin (1990) called 'the plurivocal' nature of narrative writing. Yet, it is important to stress that the construction of the narratives took place only when I distanced myself from the role of program coordinator and took on the role of 'full-time' researcher. By distancing myself from the program, I was able to reflect on and transform all the materials collected over the years into data. Therefore, I am also aware that the meanings depicted in the narratives presented here may have changed over time (see Connelly & Clandinin, 1990) .
As Connelly and Clandinin (1990) suggested, a wide array of research tools can be used in the construction of narratives. In my attempt to grasp the meanings that student-teachers and mentors attributed to their lived experiences in the program, I relied particularly on my personal diary and on the written reflections of 11 student-teachers and mentors. Diary entries from 2003 onwards served to guide my active reconstruction of the events as they were perceived when they took place (see Connelly & Clandinin, 1990, p. 5) . When Musicalização Infantil completed 5 years of existence, all student-teachers and mentors (previous and current) were asked to reflect on eight open-ended questions concerning the program. They were asked to talk about their motivations to join the program, perceptions of its strengths and pitfalls, the experience of peer-learning, best and worst moments, and what they felt should be changed in the future. Participation was completely voluntary and participants could remain anonymous if they wished. Seven student-teachers and four mentors, out of a total of 19, provided written reflections on their experiences at Musicalização Infantil. Interestingly, they were all very outspoken and no one chose to remain anonymous. Photographs, videotapes and recital programs were also used to supplement written data and aid in the construction of narratives.
The Narratives
Without any pretence of making overarching generalizations, the narratives and their respective interpretations represent an attempt to organize and extract meaning from the experiences of Musicalização Infantil. Each narrative represents a different stance in the history of the program and draws attention to a distinct aspect inherent to the experience of becoming a music educator in the context of a music teacher training program in southern Brazil.
Narrative 1: Between music recitals and soccer games
Back in 2006, a man in his early forties enters the recital hall that is still closed to the general public, and strides towards a group of student-teachers, who are setting up the stage for the children's biannual recital. He is clearly very upset and demands to see the coordinator of the program immediately, as he needs to have what he calls 'an urgent conversation to resolve some issues'. A student-teacher named Pedro rushes to call me outside, where I am helping direct 6-to 9-year-olds to their teachers. He asks me to come in immediately. As I am about to enter the stillclosed recital hall, a van full of children from a local underprivileged community arrives. As many children are unaccompanied, I decide to watch them as they get out of the bus and head to the lobby, to make sure that everyone arrives safely. A few minutes pass by and when all children are finally in the main lobby, I head back to the recital hall. As I look at my watch, I imagine that the man is probably even more furious because of my delay. Yet, when I arrive, the man is leaving the recital hall, and as he walks up the steps, smiles and waves at me. I see him leave and, puzzled, walk down the steps towards a group of student-teachers who are talking enthusiastically. When I approach the group, Pedro explains to me how they negotiated with the anxious father. According to him, the man was initially quite rude, but calmed down as the studentteachers explained that they would be as quick as possible whenever they needed to change instruments and props in between musical pieces, to ensure that everyone could arrive home in time for the soccer game. As I smile in relief, Pedro, asks:
But tell me professor, how can a simple soccer game that is not even a [World Cup] final be more important than your own child's recital?
12
As they hear Pedro's words, the group of student-teachers laugh and shake their heads, as if in complete disapproval of the man's attitude (diary entry, 18 June 2006).
Interpretation: On parental expectations, shared enterprises and Brazilian identity.
Working with parents (especially those of young children) can be a challenge for an inexperienced studentteacher, who is often anxious or insecure about his/her performance. Likewise, parents have their own anxieties and expectations concerning the learning experiences of their children (see Ballantine, 1999; Furedi, 2002) . ' Adjusting' the anxieties of student-teachers and parents is a process that can be rather lengthy, as it depends on the development of mutual trust and respect (Adams & Christenson, 2000) . Learning to work and communicate effectively with parents is therefore an important skill that may help build parent-child-teacher trust and develop a solid relationship that is likely to affect the child's learning outcomes (see Adams & Christenson, 2000) . At Musicalização Infantil, student-teachers learned to communicate with parents in a gentle and respectful way to reinforce rules and norms that were important for the collectivity, in the establishment of a culture of music teaching and learning.
13 This was only possible because of their shared perspectives and sense of community, which included considering the recital and the classes as shared and valuable enterprises (see Kerno, 2008; Wenger, 1998) .
By questioning a father's preference for a soccer match over his child's recital, Pedro and his colleagues were also tacitly thinking about their identities. Many non-Brazilians would probably argue that having a recital on the day of a World Cup match would not constitute a problem. But in Brazil soccer is an activity that helps constitute the structure of daily life and Brazilian identity (DaMatta, 2001 ). When Brazil is playing a match in the World Cup, the country literally stops. Even those who have no interest for the game watch it, as soccer represents an important form of self-expression for Brazilians (DaMatta, 2001) . Through this narrative it is possible to see then how a group of student-teachers exercised their negotiation skills with parents while tacitly questioning what it meant to be Brazilian and an educator.
Narrative 2: Leading and following: Janaina and Victoria
As I am about to leave the university on a typical day in 2004, a very dedicated first-year student called Janaina asks whether she may join Musicalização Infantil. One of our rules was to not accept first-year students in the program as we had had some problems in the past.
14 Yet, this particular student seemed different. She was one of the few who had had previous experience of teaching children. She was also very outspoken, and explained that she wanted to join the program because she loved children, wanted to have some mentoring and, moreover, identified with the group. In fact, Janaina had already befriended the student-teachers in the program, and was always observing classes. That is, she was already informally accepted by her fellow student-teachers, but still needed my approval to become an 'official' student-teacher.
After Janaina officially joined the program, things were never the same. She was a selfmotivated young woman, who was always available and ready to lend a helping hand. She was also a joy to be around. Children, peers and parents loved her. During our monthly meetings and her classes with 4-and 5-year-olds, she was always talkative, confident and full of ideas and initiatives. Yet she would shy away during the infant and toddler classes, as if she were afraid of them and, moreover, of her peers and mentor. But as time went by, Janaina persisted. She went from being an apprentice to becoming one of the best early childhood music educators (and later program mentors) that I have ever known. As a mentor, Janaina worked extensively with our student-teachers, including mature students such as Victoria. Then she graduated and left the program.
Although comparatively less experienced and not an official mentor, when Janaina left, Victoria proclaimed herself as her 'substitute.' Victoria would often offer unsolicited advice to student-teachers who joined the program after she did, often imitating her former mentor. But unlike Janaina, Victoria's inputs were not as well accepted by her fellow student-teachers and mentors. This became clear to me in 2008, when we decided to record a CD with the favorite songs of our student-teachers and children. Many meetings were held at the beginning of the academic year, to have student-teachers make decisions concerning all aspects of the production and create special commissions to execute them. Most student-teachers volunteered for at least one task. Although Victoria expressed some ideas during the meetings, she did not volunteer for a task.
Everything seemed to be running smoothly until one day when Victoria came up to me to complain. She was clearly upset at not participating in the preparation of the CD. She complained that she had been left out by her fellow student-teachers, despite the fact that she was older and held a degree in fine arts. Victoria also resented the fact that another student, Paulo, who was also older and held a degree in advertising, was in charge of the CD's artwork. I promised to talk to him, to see how they could collaborate. My efforts were in vain. No matter how hard I tried to mediate the relationship between these two student-teachers, they were not able to work collaboratively.
The CD episode was an eye-opener. I later came to realize that the group of more experienced student-teachers did not really accept Victoria as one of them. Perhaps because of her dominating personality and more advanced age, Victoria had much difficulty accepting criticism from her mentors and from me. The impression I had was that Victoria's behavior was constantly under scrutiny by her peers. Anything she did was monitored, commented upon and harshly criticized. Not surprisingly, her interest in the program waned. At first, she began to come late for classes. Then she started being careless, playing wrong chords on the guitar during classes and leaving her peers even more upset and ready for new gossip and criticism. Finally, she left the program. Janaina, by contrast, returned a year later (diary entry, 21 March 2008).
Interpretation: Leadership and power struggles in a community of student-teachers. As Wenger (1998) suggested, communities of practice are based on mutual engagement, which should not to be equated to homogeneity. As communities of practice rely equally on different trajectories and levels of participation of those involved, what makes engagement in practice possible and productive is 'as much a matter of diversity as it is a matter of homogeneity' (p. 75). As Wenger (1998 Wenger ( , 2000 argued, issues concerning leadership, agency and power are also at the heart of communities of practice. This was certainly the case in this particular community, where tensions were constant, and leadership and power were constantly negotiated. Conflicts were also common when major decisions had to be made, like when selecting repertoires for classes and recitals, or making decisions that involved political, religious and/or ideological positioning. Yet nothing was more difficult than dealing with issues concerning leadership, power and membership within the community.
In discussing lived experiences of student-teachers in the US, Conkling (2004) stressed the importance of membership in a cohort group in shaping teacher identity. This narrative clearly denotes two modes of participation and belonging in the community. These are also deeply related to issues of power and leadership, and have implications for identity development. Through social participation Janaina developed a new, leading identity and became a sort of reference to many younger student-teachers, who clearly admired (and at times envied) her skills and determination. She gradually gravitated towards a more central form of participation. Victoria, however, remained a marginal participant. She was never fully accepted in the community and eventually left. While these two modes of participation are consistent with the concept of communities of practice (Wenger, 1998) , from an educational viewpoint they are far from being ideal, as they promote power struggles and affect democratic action within a community. They may also negatively affect the construction of teacher identity.
The stories of Janaina and Victoria raise some questions that are not only relevant for the examination of communities of practice as a theoretical construct, but also for our understandings of different sorts of teaching communities, including schools. How does a leader emerge within a teaching community? What are some of the attributes of a 'good teacher' in a teaching community? Who decides? To what extent does participation in communities of practice, like the one in Musicalização Infantil, affect -positively and negatively -the development of teacher identity of student-teachers? These questions are worthy of further investigation.
Narrative 3: Music, mentoring and a child with special needs
I still remember the day when we first met Raphael. Wearing a green hood and a striped T-shirt, the little boy grinned when we first looked at him. Holding the boy in his arms, his father, a very softly spoken man, asked whether they could join the program. 'Raphael is a special child, and someone told me that music is supposed to be good for him. Can we join in?' We all nodded and welcomed Raphael and his dad. The class ran as usual, yet, I could see some nervous looks coming from the student-teachers and other parents.
Once the class was over, Ana and Cristina, the two student-teachers who were working under my guidance, laid out their concerns about having Raphael among the children. They were worried that they did not have enough skills or experience to work with a child with complex needs. We talked at length. They calmed down. I encouraged them to rush to the library and research special education, inclusive education, Down syndrome, and so on. We also discussed how important it would be for them to talk to people, visit special education centers and institutions around town, and gather as much information as possible. Even if they did not believe that this strategy would help them in their practice, they did their 'homework'. A few days later, the two of them had visited several facilities across town and collected enough information to aid in their classes.
As the weeks progressed, Ana and Cristina seemed to be more at ease with Raphael. Each milestone achieved by the child was celebrated in full, and the two student-teachers were constantly sharing notes, materials and personal reflections with one another. Working with Raphael was not just emotionally or musically engaging. It also brought forward many opportunities for Ana and Cristina to reflect and learn about other ways of being in the world. One of these moments will remain deeply ingrained in our memories, as in one of the studentteacher's words:
The most significant experience that I can recall happened with a child named Raphael. He had Down syndrome and did not speak. At the time, a renowned early childhood music specialist was visiting our program, lecturing and observing classes. When we asked her to join us, she sat on the rug and started a babbling game with Raphael. In the beginning, Raphael just looked at her. A few minutes later, he answered in the same 'mode' -babbling. Then, the two of them prolonged this 'musical conversation' for about 20 minutes. At the end, we became conscious of ourselves. We -the studentteachers and Raphael's father -were absolutely moved with the scene: a child who did not speak and a foreign professor, communicating through music and breaking barriers. (student-teacher reflection, June 2008) This was truly a memorable moment. Unfortunately, at the end of the year Raphael left the program as his family moved back to Porto Alegre. I will never forget how he smiled when Ana and Cristina said goodbye to him, with tears in their eyes. Much to my surprise, in February 2005, when Ana returned from the summer break, she was thrilled to announce that she was volunteering in a special education school, and working regularly with children with cerebral palsy. As she shared some of her experiences with us, she uttered: 'Raphael taught me so many things. I am so glad we didn't exclude him from the program' (diary entry, 17 February 2005).
Interpretation: Challenging beliefs and assumptions through experience. Few music teacher training programs in Brazil offer courses related to the education of students with complex needs (for a discussion of the concept see Ockelford, 2008) . Most of them do not offer field experiences in the area. Consequently, most Brazilian music educators graduate without questioning their own beliefs and assumptions concerning students with special needs, special education and mainstreaming. As Gilmore, Campbell and Cuskelly (2003) suggested, a lack of information may lead to negative attitudes and pessimistic views of people with disabilities, and what they can achieve. It may also lead to the creation of misconceptions and stereotypes, which are often hard to change. According to Hutchinson and Martin (1999) , it is important to promote changes in both studentteachers' beliefs and educational practices regarding the education of individuals with disabilities. One way to do so is to promote dialogue in communities of peers, enabling student-teachers 'to be challenged by and experiment with new beliefs and practices, and to view teaching as a moral endeavor' (Hutchinson & Martin, 1999, p. 235) .
Working with Raphael within the context of the community certainly transformed the perceptions of Ana and Cristina towards the education of children with disabilities. Consistent with previous research (see VanWeelden & Whipple, 2007) , the shared 'hands on' experience (Hutchinson & Martin, 1999) afforded by Musicalização Infantil also affected their teacher role identities (see Dolloff, 1999) . New professional possibilities unfolded for a participating student-teacher. Teaching Raphael allowed Ana to see herself in otherwise unimagined roles as a music educator. Now an experienced music teacher, Cristina is an advocate for mainstreaming in Brazil.
Convergences: On becoming a music teacher in a community of practice
A closer examination of these three narratives reveals issues such as the negotiation of meaning, sense of community, shared enterprises and emerging identities, which are conditions, sine qua non, for the existence of a community of practice (Wenger, 1998) . These narratives illustrate how shared enterprises were collectively construed and valued within the community of practice that emerged at Musicalização Infantil. As Wenger (1998) suggested, the negotiation of shared enterprises (in this case, a children's recital, a collectively elaborated CD or a lesson plan) gives rise to the emergence of mutual accountability among those involved, helping to define how individuals and the community think and act.
The peer-learning system found in Musicalização Infantil was certainly one of the strengths of the program. It had an impact on how student-teachers viewed themselves as teachers. Knowles and Holt-Reynolds (1991) stress how important it is that student-teachers hold a positive image of the self as a teacher, or a positive teacher role identity. According to them, teacher role identity is constructed based on a combination of our observations of teachers and our own teaching experiences. Dolloff (1999) adds that teacher role identity can be used as a template in which student-teachers experience new ideas, including through peer teaching and learning. This certainly happened at Musicalização Infantil.
Working with peers also proved important for the development of student-teacher skills and confidence in teaching. If, when they joined the program, most student-teachers relied immensely on the experiences and opinions of older peers and mentors, with time and experience they became more assertive, knowledgeable and independent. It was noteworthy how student-teachers developed a wide repertoire of song, activities and strategies, obtained primarily through peerlearning experiences (see Hunter, 1999) and educative mentoring (Feiman-Nemser, 2001 ). These experiences helped student-teachers gradually become agents of their own practices, bearing some impact on their identities. Some student-teachers even went on to develop their own compositions, materials and activities, and the latter were often shared with peers. This was quite surprising given that most of them did not experience formal music education growing up, and many held a limited knowledge of children's culture and repertoire prior to joining the program. While some student-teachers were praised for the materials they created, others were admired for their teaching skills. These multiple identities and forms of leadership that emerged at Musicalização Infantil are also another characteristic of communities of practice (Kerno, 2008; Wenger, 1998) .
In fact, student-teachers were constantly encouraged to search for new materials, methodologies and ways of thinking about music education, as a way to complement what they learned from their peers and in regular academic courses. In other words, at Musicalização Infantil we attempted to create a culture in which student-teachers and mentors would have access to lectures and clinicians from Brazil and foreign countries, to broaden their perspectives. These events helped to sustain student-teacher motivation, mutual engagement and commitment, and also held the community together (Kerno, 2008; Wenger, 1998) . One such example was a large workshop organized at the end of 2007, which involved creating a collective savings account in which everyone involved deposited small amounts of money on a monthly basis to cover the expenses related to travel and accommodation of a renowned international clinician (see Figure 1 ). This and many other events provided student-teachers with new musical knowledge, opportunities to work collaboratively, network and develop organization skills, which, as we all know, are also vital in the professional life of a music teacher.
Concluding remarks
According to Kerno (2008) , a community of practice is a social configuration that usually reflects the broader social structures, institutions (or lack of them), and the sociocultural characteristics common to the larger context in which it stands. The community of practice found at Musicalização Infantil was deeply rooted in the collectivist nature of Brazilian society (Dessen & Torres, 2002) and in the cultures and sub-cultures of Curitiba, the university, the children, the student-teachers, and so forth. With both its strengths and weaknesses, the program served many purposes.
As I reflect on the experience of the community of practice that emerged at Musicalização Infantil, I can see some gains in terms of student-teacher education. Student-teachers in the program had opportunities to bridge theory and practice through a 'hands on' approach, in a protected environment. They were also given the autonomy to experiment with repertoires, activities and ideas, which had to be negotiated on a daily basis with their peers and mentors. Through negotiations at local (i.e., class) and global (i.e., program) levels, they exercised power, leadership and democracy. This is important as these issues are also central to professional life.
Practical experiences are important for students to not only develop their teacher role identities, but also their teacher identities as a whole (refer to Conkling, 2004; Dolloff, 1999) . The peer-teaching and mentoring systems, along with the communal nature of Musicalização Infantil, seemed to serve as a catalyst for teacher identity development. Some student-teachers were able to develop skills and thinking that allowed them to embrace the profession in full. Others learned through practice and participation in the community that teaching music to children was not what they envisioned or wanted to do on a professional basis. Considering that most music teacher training programs in Brazil do not have mechanisms to counsel students in respect of their professional choices, the existence of the program and the community partially played this important role.
The concept of community of practice was also useful, not only as an analytical tool, but also as a way to think about teacher training in music, in Brazil and beyond. Some scholars have made a point about creating communities of practice as a way to promote collective critical thinking in practice-based learning (see Wesley & Buysse, 2001 ). I am a bit skeptical about the 'artificial' creation of communities of practice, as there is no guarantee that they will eventually work. Yet, like Barrett (2005) , I agree that it would be important to generate the positive dimensions of community of practices, not only in schools, but also in teacher-training milieux. But to what extent is this actually possible? After all, as Wenger (1998) argued, communities of practice have 'negative' aspects, including power struggles that have a direct impact on the establishment of democracy in a group. Although they were few, stories of student-teachers who had difficulties finding their own space within the community at Musicalização Infantil emerged from time to time. 15 This leads one to question how much and what structures are needed to foster student-teacher learning in communities of practice.
On a more global note, I am certain that if one were to transplant the experience of Musicalização Infantil to another context, the resulting stories would be entirely different. As noted, the program emerged initially as a palliative solution to a local problem. We had no idea that it would gain the dimensions it did, for better or for worse. Success stories as well as challenges, problems and moral dilemmas were all common to the experience. As in any teacher-training program, at times we had to deal with student-teachers who were rather uncommitted to the profession and always absent or late for classes, as well as with others who did not want (or perhaps were not ready) to take charge of their actions, but wanted 'recipes' to teach. We also faced some difficult sociopolitical and ethical dilemmas, like when a well-known charity institution tried to benefit from our program by using our services to address and advertise its own political agendas, or when some parents complained about the inclusion of children from a very low social stratum in the classes. These events shook up the community at the time, but certainly contributed to both tacit and explicit negotiations of what it meant to be Brazilian, Curitiban, university students, future music teachers, middle-class, and so forth. As the coordinator of the program, I had to learn to deal with these issues.
As a student-teacher supervisor, I also learned much about power, leadership and control, not only among members of the community but in my relationship to all of them. That is, I had to learn to let go of my urge to control the actions of student-teachers, and embrace the role of a mediator. This was not an easy task. Yet, it allowed student-teachers to pave their teaching pathways and co-construct the history of the program. It also reinforced my belief in the action of discovery as a path to democracy. Although complex and difficult to attain, the exercise of democracy can be quite liberating, including where the education of music teachers is concerned (for related discussions see Allsup, 2003; Freire, 1991; Mercogliano, 1998; Summerhill, 1996) .
As I end this article, I am happy to state that the program continues under the guidance of a fellow educator and with a similar infra-structure. From what I have heard, it continues to be a community of practice and, as such, it has also undergone some changes. Conflicts and dilemmas continue to be integral to the community. Some of the student-teachers who worked under my guidance are now professionals who teach in diverse settings -from early childhood centers, elementary and secondary schools, to private institutions. Among them, a few remain as mentors in the program. Others have left teaching to pursue other projects. But most important, in spite of all the difficulties inherent to being part of a music teaching program in Brazil, as a group we were able to 'make it up as we went along' (Mercogliano, 1998) , which probably made the experience more meaningful and enriching for all involved. and 560 hours additional hours were distributed between special observation-teaching projects in NGOs, special education schools, didactic concerts, and so forth, starting in the first year. An additional 300 hours of complementary activities were defined by the students, who could either take classes in other departments or validate activities undertaken outside the university and previously approved by the music faculty, including workshops, conferences and selected teaching experiences. 3. In Brazil, the term 'Musicalização Infantil' is often used to designate collective music education programs for children. The term derives from the verb 'musicalizar', which means 'to make someone musical'. 4. Since its emergence, the program has served over 50 student-teachers, several professional music teachers and more than 1000 children aged 0-10, from different social economic strata. It has also offered free music recitals and concerts for children and their families, produced educational materials for general teachers, promoted specialized workshops for music teachers and students, and granted opportunities for graduate students in music to undertake their theses' research projects. 5. Human Development Index or HDI is a measure used by the United Nations to indicate the level of development of a nation. It includes three dimensions (education, life expectancy and living standards). For more information consult Human Development Reports (n.d.). 6. I use the term 'session' here (and not class), because of the experimental nature of the 'free day' event. 7. The academic year in Brazil usually runs from late February/early March to early December, and the month of July is normally the winter break. However, a 3-month long strike affected the academic calendar in the previous year, and classes were taught throughout the year, starting in April 2003, and ending in late January, 2004. 8. When I left the program, as a result of inflation and the increasing number of mentors, tuition had been raised from R$40,00 to R$100,00 per semester. This amount was still way below market value, as this was the minimum amount charged per month by most private music programs in the city. 9. During the years I served as program coordinator, we were able to offer mentors a competitive stipend that was usually equal to or higher than the wages received by early childhood music teachers working in private schools and paid by the hour. 10. These assistants were responsible for registering children and providing information for parents, organizing events, scheduling monthly pedagogical meetings, and mediating all kinds of relationships between parents, mentors, student-teachers and children. 11. Since March 2009, the program has been under the coordination of a fellow music educator, and continues to serve a large number of children and student-teachers. 12. The children's recital ended approximately 1.5 hours before the match between Brazil and Japan. 13. As we went along, there were countless situations in which parental anxieties, agendas and meanings were confronted by our student-teachers. Some examples include one day when a mother insisted that a white Dachshund 'sit in and watch' a baby class (which was obviously completely prohibited), and another day when a concerned mother complained about the color of a paper rose (i.e., orange and not red or pink) that had been prepared to accompany a traditional song. 14. This was because first-year students had not taken any foundation courses, and many were overwhelmed with their responsibilities when it came to working with children. At Musicalização Infantil we decided, on a collective basis, to accept only students who had completed at least one year of undergraduate studies. 15. Victoria's story was the most difficult one to handle while I was in charge of the program. This is why I chose to present it here.
